In 1948, on the eve of the fall of Beiping to Communist forces, scholar-artist Huang Binhong ( 1865 Binhong ( -1955 , then aged 85 and widely regarded as one of the greatest Chinese landscape painters of the twentieth century, travelled by aeroplane to Shanghai, and then overland to Hangzhou. The journey marked the end of a decade of living in the former imperial capital, much of it under Japanese occupation. 1 Huang's son-in-law carried the artist's most precious belongings as hand luggage: a sack of 900 ancient seals and a roll of historic paintings cut from their wooden rods to lighten the load, treasures from his personal art collection. Today, Huang Binhong's historic seals and paintings, as well as a large archive of his own paintings, calligraphy and personal papers, are core collections of the Zhejiang Provincial Museum, Hangzhou.
Huang's multiple identities, as artist, scholar, collector and connoisseur were integral to his creative practice (Roberts 2010: 52-53) . Like many of his contemporaries born in the late nineteenth century (at the end of the Qing dynasty) he received a classical [Reproduced in Huang Binhong quanji (2006: vol. 10, 257)] education with deep foundations in historical, text-based learning. In the case of Huang
Binhong, that learning engendered creative expression in the form of painting, calligraphy and seal carving, and scholarly expression in the form of art historical research and collecting. While based on cultural traditions of the past, calligraphy and painting were a means to mediate the present and imagine the future. They were the expressive embodiment of the artist who was vitally connected to the historical past.
The written word is central to Chinese brush-and-ink painting in a way that it is not in most Western art. The same brush is used for calligraphy and painting; artists 'write' rather than paint a painting; and text is an integral part of any work: a poetic inscription is usually added to a painting, sometimes with a dedication to the person it is being created for, together with the artist's signature, a date and the artist's seal. In a painting dedicated to Low Chuck-tiew ( 1911 Chuck-tiew ( -1993 created through a reverse process of cutting away stone to reveal the characters, so that the seal impression appears as red characters against a white ground. Seals are works of art in miniature and require considerable epigraphic and compositional skill. Their role within a painting is to enhance compositional balance, confer authenticity and signal completion of the artistic process. When a seal is impressed onto a painting it contrasts with the fluid expression of the calligraphic brushwork creating a tension between the temporal and the spiritual, the past and the present, word and image. Together, the different elements of a painting create a whole, its layers and references intended to be read and deciphered like a text, and its visuality understood within a lineage of scholarly art practice.
Through his activity as a collector and his prodigious output as a scholar and ink, paper, brushes and ink stones.
Huang Binhong's ancestor Huang Cisun, a scholar of the Imperial Academy, was one of a number of natives from Shexian who achieved success in the imperial examinations.
The Shexian Gazette credits the beauty of the natural environment, together with the tenacity and ingenuity of the local people, for the creation of merchant wealth and the nurturing of many fine scholars and artists (Shexian zhi 1995: 503-5, 577-79 The manufacture of the tools and materials used by scholars to write and paint, quality goods that also appealed to court officials and local scribes, drew on the local resources of the area-pine trees, bamboo, clean water and high quality stone. Historical records indicate that high quality ink made from pine soot, inkstones and paper, had been produced in Shexian since the Tang dynasty (Berliner 2003: 11-12) . In 1890, Huang
Binhong himself gained first-hand experience in making ink, when he helped his father manufacture ink as part of a business venture that the family developed in response to poor quality imports and out of a desire to revive the local industry (Wang Zhongxiu 2005: 24) . The business was abandoned following his father's death in 1894, but Huang retained a highly developed appreciation of fine ink.
5
The presence of abundant supplies of timber attracted skilled carvers and contributed to the growth of high-quality wood carving workshops in Shexian. Local timber was used to make wood blocks for printing books and carved wooden moulds for ink sticks that were both practical and prized by collectors. Creative collaborations between scholars, artists, artisans and entrepreneurs produced high quality illustrated books. 5 Huang Binhong published a detailed essay on the history of ink making 'Xu zao mo' in the Shanghai journal Guocui xuebao (volumes 42 and 44, 1908) , which drew on this experience and subsequent research. See Huang Binhong wenji (Zazhu bian) (1999: 13-20) . 6 For an overview of woodblock printing in Shexian, see Kobayashi and Sabin (1981: 25-32 anti-colonial nationalism':
For those who, like Sen and others of his generation, had seen literature as quintessentially political, the past was constituted, ultimately, not merely by historical evidence but also by emotional and experiential recollections of the past. The past in that sense could fuse with the present. It was inhabitable in spirit. Sentiments and emotions were thus a part of the method of both constituting and accessing a collective past. (Chakrabarty 2004: 167) For Huang Binhong, like Sen, the evocation of place was an expression of both a personal identity and a nascent national spirit, with a political dimension at a time of tension and change. The 'Eight Views' depict life in the ancestral village and its situation on wide river flats at the confluence of numerous waterways. Each leaf is accompanied by a twenty-eight character poem. The album opens with a painting entitled 'Waiting for the moon by the bank of the river.' The second leaf depicts an agricultural scene and the incongruous figure of a scholar on horseback, drawing attention to the large number of educated men who came from the area. The album held a particular significance for Huang Binhong who, during an 11 Tanbin was an early name for Tandu.
PORTAL, vol. 9, no. 3, November 2012. 9 extended period of cultural and political turmoil, was exploring and locating his identity in his homeland and the cultural world of his forebears. [ culture. The elevation of the written word to an art form and its integral relationship with painting meant that the appreciation of brush and ink painting could not be divorced from its relationship to the written word. Many scholars shared the belief that there was still much to be learned from an analysis of historical objects in circulation, such as ancient seals, as well as objects that were being recovered by archaeologists (Shan Guolin 1998: 31). 14 The discovery of ancient inscribed fragments of tortoise shells and bones at the Shang-Yin (eleventh-twelfth century BCE) site near Anyang in Henan Province in the late 1800s, for example, and the reproduction of many of those objects in magazines in the early 1900s, renewed intellectual interest in the debate over the antiquity and origin of the Chinese language (Yetts 1933: 657-85 amassed a large collection of ancient seals and compiled many books on the subject, 14 In the late eighteenth century calligraphers had begun to take an active interest in carved stone stele dating from the Six Dynasties period (317-589) that were excavated in large numbers. Similarly seal carvers began to take notice of ancient seals dating from the Qin and Han dynasties. 15 See also Yetts (1933) .
Huangshan: paintings and name seals
PORTAL, vol. 9, no. 3, November 2012. 14 reproducing the impressions of seals in his collection (Hummel 1943: vol. 2, 810-12) .
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Huang saw many of Wang's writings on visits to Shexian and over time acquired a number of other seals that were originally part of the Wang Qishu collection.
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Huang Binhong's regard for learning from ancient objects that incorporated the written word was motivated by an intense curiosity to discover 'things never seen before':
Whilst engravings on stone and bronze, calligraphy and painting are known as art they are in fact the mother of all skilled arts. They are second in importance after literature. Military force [wu ] is used to suppress rebellions, words [wen ] are used to govern. In former times  [denotes missing characters] until the Warring States period, civility had collapsed and music was destroyed, every day people were in search of weapons and warfare, people suffered and it was an extreme situation. But scholarship and culture remained as bright and luminous as ever and in the many thousands of years since then there is nothing to compare with it, the strangeness and extraordinary ability to engender a sense of wonder. I have searched for and collected ancient seals, numismatics, words impressed into pottery shards, things never seen before. The examination and recording of these objects has been gradually increasing … It is important to study and appreciate [ancient] scripts and calligraphy as well as painting. If you learn from the best, then you will still only achieve something lesser.
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The objects that Huang acquired were appreciated for their philological and aesthetic dimensions, and as historic artefacts that were profoundly affected by the time in which they were created. After the widespread devastation of the Taiping wars, and subsequent political and social upheaval, scholars such as Huang Binhong believed that it was through the rediscovery of remnants of literary, visual and material culture that the new could be created.
Hangzhou: The late years
In 1948, soon after Huang's arrival in Hangzhou, an exhibition of paintings from his personal collection was displayed at the Hangzhou art academy. The inclusion of his own paintings with historic works of art underlines the close connection that he believed existed in his mind between the two. One of Huang Binhong's most beautiful works from this period is an album of paintings of Huangshan, dated 1949, painted for a friend from Shexian. 19 The album may be thought of as marking his homecoming. While Huang did not travel to Huangshan again, through painting he was able to return there in spirit. The title page is inscribed in seal script 'Travelling in Huangshan while remaining at rest' (Huangshan woyou ) and is followed by an introductory text written in a blunt cursive calligraphy: 'Every pine tree and rock in Cloud Valley has found its way into these paintings. The sound of a lute being strummed and the movement of someone exercising echo the sound of the mountains.' The album is intended to be read like a book. Paintings and poems written by Huang Binhong during his travels to Huangshan face one another on the page highlighting the interdependence of calligraphy, poetry and painting. In the middle of the album is a painting that continues across the two leaves, a misty, low-lying landscape executed with a dry brush and subtle colour washes. In the lower left corner there is a pavilion on the bank of a river, close to a large bridge that spans the waterway. Another bridge can be discerned to the right of the composition suggesting a complex river system. It is inscribed: The autobiographical nature of the image and text provide an important context for understanding the album, which is suffused with memories of travel and personal experience.
According to an inscription, the images were gathered more than ten years earlier, Binhong quanji (2006, vol. 2: 232)] the mid 1800s. Huang was attracted to the scholarly interest in epigraphy and the study of inscriptions on bronze and stone at that time, which led to the re-invigoration of calligraphy and painting. He identified with and championed the work of artists who lived one hundred years earlier on the basis of their ability to mediate and transform the art of the past. His concern to document artists who had slipped from public consciousness into obscurity perhaps also reflected his own extreme old age and a hope that a similar fate would not befall his own posthumous reputation.
In the inscription on a bold calligraphic painting Huang Binhong refers to the work of the late Qing calligrapher He Shaoji ( 1799-1873) who created an individual style based the systematic study of ancient stone inscriptions (Chang et al. 2000: 66-69 Huang Binhong refers to the concept of inner beauty (nei mei , which he says may be found in the ancient scripts engraved in bronze and carved on stone. According to Huang inner beauty is a spirit or an aura the source of which lies within, 'in the bones'.
It is a force that is concealed rather than overt, exerting a deep and lasting influence.
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The latent strength inherent in the brush strokes that derived from inscriptions carved into stone or cast in bronze, was for Huang Binhong the key to artistic renewal and the ultimate aesthetic. Lake en-plein-air. The use of an image that depicts the artist sketching from life, or to use the parlance of the day 'seeking truth from facts', reflects a desire, perhaps, to better align Huang Binhong with the title bestowed on him in 1953, 'Outstanding Artist of the Chinese People,' in the hope of redefining him as a people's artist, rather than the scholar-artist that he was. 
